Queensland Music Industry Trends: Independence Day? by Ninan, Abraham et al.
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
© Creative Industries Research and Applications Centre 2004 
Queensland Music Industry Trends: Independence Day? 
 
ISBN: 1 74107 056 2 
 
 2 
 
 Queensland Music Industry Trends: Independence Day? 
 CONTENTS 
 
 
1. Introduction — A great time to be an independent?  3 
 
2. Drivers of Change  6 
 2.1 Faster business cycles  6 
 2.2 Digital technology  8 
 2.3 The decline of live music and the growth of new markets  10 
 2.4 Conclusions  13 
 
3. DIY Culture  14 
 3.1 DIY for artists  14 
 3.2 Festivals and live music — Is Queensland listening?  16 
 3.3 Getting the message out — Marketing in DIY culture  18 
 3.4 Digital DIY  19 
 3.5 Music support agencies  21 
 3.6 Conclusions — Working as a cluster?  23 
 
4. Limitations and Barriers to Growth  26 
 
5. Policy Implications and Conclusions  31 
 5.1 Artists or institutions?  32 
 5.2 Training and education  33 
 5.3 Marketing  35 
 5.4 Distribution  35 
 5.5 Technology  36 
 5.6 Conclusions  37 
 
Appendix  38 
Acknowledgements — List of Interviewees  46 
References  47 
Bibliography  48 
3 
 © 2004 Creative Industries Research and Applications Centre, QUT 
 1. INTRODUCTION — A GREAT TIME TO BE AN INDEPENDENT? 
 
 
It’s a great time to be an independent. With the majors distracted by 
the main game, it gives us this opportunity to get in there and 
concentrate on selling the records, make people aware of them … If 
you’re a major record company, what you have to do is put records 
out and sell records. As an independent you can jump around and do 
all sorts of things, plug your CDs that are not necessarily exactly what 
you were doing before … You have a lot of scope to try different 
things and it’s an exciting time. (Panellist from a large independent 
label) 
 
Times are changing in the music industry and while for the major labels this is a 
period of great concern — with increased piracy, digital downloading and 
declining record sales  — for some independent musicians at least, this flux is 
leading to new opportunities. For once it isn’t all about ‘making it big’, getting 
discovered or getting forgotten. Instead, some can now see a way to make a 
living, doing what they love and drawing on a supportive milieu established in 
Queensland over recent years.  
 
In terms of the capacity to adapt to changing markets, the micro-businesses, 
SMEs and other smaller music firms in Queensland have a distinct advantage 
over the big labels. The smaller firms are more aware of and sometimes better 
suited to capturing emerging local genres of music, changing market supply and 
demand and transforming local cultural expressions into market niches. The 
question is, is this enough for a sustainable business? 
 
This report is the story of these independents, told partly in their words. It is part 
of a series of three reports published by QUT. The first, Queensland Music 
Industry Basics: People, Businesses and Markets sets out the basic 
demographics of the music industry, offering a robust description of size, location 
and characteristics of the sector in Queensland, and the third Queensland Music 
Industry Value Web: From the Margins to the Mainstream explores the value 
chain or ‘web’ in economic or industry development terms. The three reports are 
outcomes from an Australian Research Council funded Linkage Project titled 
“Creative Industries in Queensland: Cultural Mapping and Value Chain Analysis”. 
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This is the second report in the series and its aim is to understand and exemplify 
the creation of value in detail, by examining working relationships in the context 
of technological change. 
 
The study is based on twenty in-depth interviews across a spectrum of 
representative members of Queensland’s music industry. Interview transcripts 
were compared for emerging common themes, which were then used to develop 
further questions in ensuing discussions. The respondents also suggested the 
names of people who they thought were relevant and either supported or 
opposed their viewpoints. This developing snowball sample was then used as a 
springboard to conduct further interviews. The method is a way of capturing the 
major issues the industry faces, in its own terms, without any pre-judgements 
being made by the researchers. 
 
In analysing the material, we have been influenced by Michael Porter’s work1 on 
international competitiveness. Porter argued that a nation’s leading export firms 
are not isolated success stories but belong to successful groups of rivals within 
related industries. He termed these groups ‘clusters’, sets of firms related by 
horizontal and vertical links of various kinds, including, but not confined to, input-
output trading linkages. Porter argued that the significance of these clusters 
resides in the interaction between various factors, including the local context; the 
firms themselves and their competitive strategies; the input conditions, such as 
labour, available to them; the demands of consumers; and a series of related and 
supporting industries. In the case of the music industry, ‘related and supporting’ 
industries can encompass intermediaries such as A&R people, as well as other 
creative sectors such as design (merchandise, or CD sleeves) and public support 
bodies or initiatives. 
 
In analysing Queensland’s music industry, therefore, we are not just concerned 
with individual companies, performers or intermediaries — but we are interested 
in the environment or cluster in which they work. We have considered various 
aspects of the industry, including human capital or skills, public support, and the 
changing ways in which consumers can now buy or experience music. The report 
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thus asks how well and in what ways Queensland’s music industry is responding 
to these changes. A range of different firms are involved in any local music scene  
— how dense are the interactions between them in Queensland? To what extent 
does geographical proximity matter, or is digital technology making it irrelevant? 
And to what extent can the Queensland music industry be described as a 
‘cluster’, let alone a successful cluster, if at all? 
 
The report is presented in a series of short chapters. The next chapter will look at 
what is driving change in the Queensland music scene and internationally. It 
examines some of the tensions that this exposes between commerce and 
creativity; about who owns intellectual property (IP) and for whose benefit, and 
between a small scale, self-help culture and the realities of the global music 
market.  
 
Chapter 3 looks at the ‘DIY culture’ that has grown up in Queensland in response 
both to changes in the industry and to the familiar issues of geographic isolation, 
small home markets and lack of access to commercial markets. We look at how 
self-help networks operate, the role of public support in nurturing them and the 
links that have formed between the music industry and other creative industries in 
the State.  
 
In Chapter 4, we ask how sustainable this business model is for small 
independent companies, and, if this really is a window of opportunity, how fast 
that window is closing. We present the views of those who are less optimistic 
about the state of the industry, examine the limitations to DIY culture and the 
barriers to growth, and ask if, and how, those barriers can be effectively 
challenged.  
 
The final chapter summarises the preceding discussion and asks what, if any, is 
the role for public policy in the music industry. 
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 2. DRIVERS OF CHANGE 
 
 
It is a cliché to say that things are changing rapidly in the music industry, and it is 
not true in all cases. In many ways the experience of going to listen to live 
popular music has not changed dramatically for 40 years; in other ways the 
experience has not changed for hundreds of years. Nevertheless, many of our 
respondents argue that their industry is undergoing a period of rapid change, 
driven by changing consumer taste, shorter business cycles and, above all, the 
challenges posed by digital technology. For the independent labels, many argue 
that this offers a window of opportunity — if they can stay close to the ground, 
anticipate consumer tastes and, above all, react quickly, they may benefit from 
this turbulence. On the other hand, once the majors have decided how best to 
react to the threat of digital downloads, we may be back to business as usual. 
These issues are facing the music industry across the globe: in this report our 
interest is on how they touch down in Queensland and how local circumstances 
feed into that mix. 
 
 
 2.1 Faster business cycles 
 
A recent study of the Danish music industry by Lorenzen and Frederiksen2 
showed it was comprised of companies that release CD albums (which may be 
supported by CD singles). These companies aim for slow but lasting sales of CD 
albums from a broad artist catalogue, backed by the few hits and quick sales that 
may arise in the process. Lorenzen and Frederiksen also indicate that, like 
singles, many associated artists also have relatively short life cycles, 
necessitating record companies to constantly search for new artists.  
 
A Queensland based rock and blues artist confirms this shortening of business 
cycles: “In recent times, the time gap between spotting talent and packaging it, is 
very small”. A managing director and a promoter panellist at the Austral-Asian 
Music Business Conference in Sydney agrees: 
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In order to do a pressing [years ago] and get it to the market, you had 
to be developing the artist two years out, often times banking on the 
music style that was in vogue then and by the time you get that 
pressing out into the market, it might be a year or two after you 
recorded it. Now, and I take the example of Amity… you signed that 
artist, you recorded her single in five days, the album in thirty days … 
it was pretty instant delivery.  
 
While some argue that this speed has been driven by technology, others argue 
that consumer tastes have become more capricious. The owners of two 
Queensland based independent labels have observed a significant change in the 
industry’s consumer behaviour within the State. They argue that music 
consumers of today are less loyal and have a shorter attention span. Culturally, 
the music industry in Queensland seems to move from one fad to another. The 
current trend seems to be the re-emergence of clean, strong ‘pop’ music, 
particularly on the State’s FM radio stations. A marketing manager for a 
Queensland based Internet musical instrument store mentions that: 
 
Queensland has had success in the last ten years like it has never 
had before. There were no real successes until Savage Garden in 
1996 — but in Australia the history books were written to say that 
Regurgitator, Custard, and Powderfinger are doing really well, and 
Savage Garden weren’t mentioned because they were pop. There is 
a mentality that pop is superfluous and uncool — but pop isn’t uncool 
to the mainstream. 
 
In Queensland, a lot of independent bands are still in the ‘alternative music’ era 
and their promotional strategies are still focused on niched genres that are 
suitable for smaller artists and bands. Some argue that they may benefit from 
taking notice of pop’s re-emergence, in learning to be more ‘product orientated’ to 
retain an audience. One of the reasons that bands are often unable to produce 
further records quickly enough to meet market demands is because they are 
unable to capitalise, both creatively and financially, on positive public responses 
to their initially successful product.  
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But a managing director of a major label corporation in Sydney warns that ‘instant 
pop’ is a resource intensive product, although it promises significant returns if 
successful:  
 
… many record companies tend to think that instant pop is the way to 
go [but] that hurt a more developmental form of music … [and] instant 
pop can end up costing a lot more than the developmental music that 
you can build over longer periods. I think record companies were 
concerned that, hey, it’s going to take three years to break this act 
and that’s going to cost a lot of money, but instant pop can cost a lot 
of money too. It’s very high maintenance. 
 
 
 2.2 Digital technology 
 
The growth of digital technology, together with continental processes of global 
economic integration, has gradually but crucially shifted the focus in Queensland 
from the national level towards the local and the global. It is with this focus on 
local economic activity in perspective, that respondents foresee major changes in 
the technological infrastructure of Queensland’s music industry, influenced by 
similar overtures from their national and international industry counterparts. As a 
marketing manager of an independent label based in Queensland puts it, “For 
Queensland’s music industry, digital convergence is the next major revolution”. 
 
From a Brisbane based rock artist’s perspective, DVD has made its presence felt 
as the new, emerging format for recording, even among the independent artists 
and bands:  
 
I am into DVD production and am currently signing a contract for 
about 16 per cent (compared to 5 per cent) in a deal where there are 
no middle managers … my deal is with a guy who takes care of 
distribution.  
 
Drivers of Change 
 
 
9 
 © 2004 Creative Industries Research and Applications Centre, QUT 
This corroborates other industry analysis and confirms that the advent of new 
technology and new formats and media to package music have in a sense upset 
the traditional distribution models maintained by other big label companies in the 
State and in Australia. Earlier quantitative analysis revealed the relevance of the 
market’s move to Music Video/DVD format and wholesale unit sales (see 
Appendix, Figure 5) for Queensland’s increased investment in computer 
hardware and software (Appendix, Figure 6).  
 
Clearly, digital technology, and associated convergence, has the potential for 
what our respondent calls a revolution. New technology is a catalyst, facilitating 
innovation in genres by making it cheaper to experiment, allowing for flexible 
forms of music delivery to suit varying audiences, revolutionising the 
environments and methods of enjoying music, and breaking new ground for novel 
cultural and niche market phenomena. It can also reduce the gap between the 
production capacities of the independent artists and labels and the market power 
of the major labels. Technology makes it easier for new, emerging, independent 
artists and bands to record their demos at lower cost in home studios and 
prepare for live shows. It allows for easier gig management and travel and has 
created a significant number of online enthusiasts as patrons and promoters.  
 
But where some see opportunities, others see a threat, and the majors have yet 
to mount a coherent response to the challenge of digital. While the big labels like 
HMV and EMI have established web portals for digital delivery of music, the 
threat posed by piracy and by free digital downloads concerns them more than it 
does the independents. One CEO states, “we wanted to put a flag in the sand 
and say we’re going to protect our copyrights, we’re not going to stand for them 
to be violated and stolen”. A managing director for a big label observes that the 
independents do not seem as concerned about implementing copy control into 
their production, and an independent panellist agrees:  
 
We’re dealing with emerging talent going on its way to a major at 
some point and I don’t think that the copying is a problem. Mostly the 
independent artists that we’re dealing with have got a very loyal, 
Drivers of Change  
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hardcore following and the level of copying is because people can’t 
afford it or people wouldn’t buy it anyway, so we’re not going to worry 
about it. 
 
Similarly, while some of the majors such as EMI and Warners are conducting 
trials of copy control systems on their CDs, independents are more sanguine. 
While some expect to see the emergence of a standard technology for copy 
control that will be widely adopted, others see it as a short-term solution that can 
be circumvented anyway. As one independent label owner said, “A priority for me 
is paying the phone bill … not implementing copy control. But I’d be happy with it 
if the various industry bodies adopted copyright protection”. 
 
In the case of peer-to-peer MP3 file sharing, a managing director from a major 
label asserts that it is illegal, and that his role is to “continue to educate people 
that this is the case”. Others feel that a more creative response is to consider 
how and why people consume music. A promoter observes that MP3s are, “not 
the sort of thing that people want as a collectable and I think that’s our challenge 
— making music a collectable commodity, not a disposable one”.  
 
 
 2.3 The decline of live music and the growth of new markets 
 
Another significant area of the music business affected by technology and 
changing consumption patterns is that of venue culture. Queensland has 
increasingly seen the closure of venues across the State. In the words of one 
independent label owner:  
 
There has been a noticeable decrease in live music venues in 
Queensland. In the 90s there were more punters … live music was 
more alive … so there were more venues. With the decrease in 
venues there is a decrease in people you can tap into. During the 
early 90s one live music venue was The Site opposite The Arena in 
Brisbane. The Site was successful because it had three rooms (doof 
doof, live, ZZZ) and one cover charge. People felt like part of a 
Drivers of Change 
 
 
11 
 © 2004 Creative Industries Research and Applications Centre, QUT 
community. It is important to build the culture of a venue … when you 
have that kind of venue, you are not just relying on advertising for it to 
become known. 
 
Other independent musicians commented that live music died for several other 
reasons, significant among which are noise problems. Bodies like the Brisbane 
City Council have tried to address this through their new zoning regulations, 
where certain areas of the city are earmarked for live venue activity, in the 
interest of building live venue cultures.  
 
However, one independent band member remains critical of government-run 
venues, seeing them as:  
 
… not independent-artist-friendly. The model of government-run 
venues is that they are almost impossible for independent artists to 
use  — e.g., the Judith Wright Centre costs $500 to hire the venue, 
no beer is allowed inside so we can’t get alcohol revenue, and we 
have to use the Judith Wright Centre technicians as opposed to our 
friends. It is a protected economy where you have to use certain 
people and certain technicians … 
 
While one traditional market for music — that of live venue performances — is 
underperforming in Queensland, others that are opening up reflect in part the 
changing demographics and tastes of the music audience. Recreational and 
electronic music, as well as a phenomenon like the ‘Boardroom Blitz’ and the 
‘Weekend Warrior’ programs, are beginning to emerge, albeit slowly in some 
cases. A music coach observes that “the Queensland music industry has barely 
recognized the emerging field of recreational music. Hardly anyone seems to 
know about it”, but predicts that over the next ten years, recreational music is 
going to make an impact on the local community. In a sense, this new genre 
attempts to: “delve into the psyche of people and give them something they can’t 
get otherwise”. Describing Boardroom Blitz, he comments:  
 
Drivers of Change  
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We are soon putting on “Boardroom Blitz”, a fundraiser for cerebral 
palsy, where companies nominate a band and pay between $6,000 
and $100,000 for them to participate, 14 bands in total, held at the 
Entertainment Centre, Boondal … corporations are spending to 
participate, Queensland Rail is involved, there will be limos and red 
carpet, a live recording will be done — this is the emergence of 
recreational music … Young people have a false idea of getting a 
record contract and of that deal being the be-all-and-end-all. They 
don’t realize that they can enjoy the benefits of playing recreational 
music without the struggle. 
 
Another form of recreational music, which is relatively new, is ‘Weekend 
Warriors’, an American programme, that has done better in Australia than in the 
USA. Typically, a music retail shop sponsors the program and provides top line 
equipment; the shop employs an administrator and a coach and interested 
customers pay a fee to play in the band. They rehearse for four weeks, then play 
a concert. After this, the band gets free recording studio time to make a track of 
their favourite song and this is burnt onto a CD and handed over to them. The 
manager of one such programme describes how the proceeds from ticket sales 
go to music therapy: “it is not a money raiser, but is a market builder for retailers”. 
The music coach observes that Queensland might have potential to become a 
world leader in recreational music, and attributes its appeal to aging boomers: 
“The program is not pitched at professional musicians. It is an outlet for people 
who have had a musician’s longing — baby boomers who are the most cashed-
up in today’s society”. 
 
Another niche genre worth pursuing for the independent artists and bands in 
Queensland is portable electronic music. One such Queensland based musician 
conducts his shows in a variety of venues for vastly differing audiences. Despite 
the improvised nature of his work, and its strong relationship with conceptual art, 
he does not promote his work as ‘high art’. His main motivation is a belief that 
given the right circumstances, certain people, of all backgrounds and tastes, 
would enjoy what he does. Accordingly, he promotes his work in a variety of 
different places and is proud to report that his fliers and posters are placed in as 
Drivers of Change 
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many unlikely stores and locations as feasible. So far, it seems to be working. His 
popularity is spreading through word of mouth and informal networks, including 
electronic networks:  
 
The Internet and email are integral value adding promotional and 
communicational devices for me. I purchased a computer equipped 
for music production in 1998 … this was a major turning point in my 
work history. When touring, my main instrument is my laptop … it can 
be stored in my backpack … it dramatically reduces my touring and 
equipment expenses, which is a major cost for traditional rock bands 
… all I need is a couple of wires to connect me to local equipment, if 
necessary … 
 
 
 2.4 Conclusions 
 
Digital technology is driving a series of changes in the music industry: reducing 
the barriers to entry by bringing down the cost of broadcast quality recording, and 
enabling new methods of consumption and distribution. But other drivers are also 
relevant; an aging baby boomer population is not only listening to music, but 
turning into ‘Weekend Warriors’, with the cash to realise their youthful dreams. 
And, while urban venues continue to be lost in Queensland, a growth in festival 
culture and arts-based performances is opening up new spaces. The next 
chapter looks at how the music industry — and in particular the independents — 
is responding. 
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 3. DIY CULTURE 
 
 
In response both to industry flux and to particular local circumstances, a bottom-
up, Do it Yourself (DIY) culture has arisen in Queensland. Although DIY is 
commonly used to describe how individual acts operate — producing their own 
records, organising gigs, sometimes even making and distributing their own 
publicity material — it also refers in a wider sense to the music industry in the 
State as a whole. The environment in which independent artists operate needs to 
be supportive if these acts are to have any chance of success, but it also needs 
to ensure that new acts and artists are coming through, that consumers get 
opportunities to listen to music, and that artists are able to acquire the skills for 
running successful careers.  
 
This chapter looks at DIY music culture in Queensland in a variety of ways: as an 
attitude; as a means of support, both informal and publicly-supported; and as a 
series of strategies that musicians adopt. 
 
 
 3.1 DIY for artists 
 
At the moment, artists often informally network with each other, meet up or talk to 
clarify technical doubts, and pool resources to get mutually beneficial studio and 
other production activities off the ground. These informal networks reinforce local 
ties, facilitate transfer of tacit knowledge and link local artists to support bodies 
and firms throughout Australia. As one Queensland based rock and blues artist 
observes, “… it costs under $10,000 to set up a basic home studio; a firm in 
Melbourne helps artists on a 50/50 basis … artists are increasingly into self-
publishing”. 
 
Other small labels are learning to work around their cash strapped budgets by 
taking on various business activities typically administered by departments within 
major labels. As one electronic music artist and producer says: 
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My current label is concerned with production and distribution of 
experimental music recordings. My major activities as a label are 
releasing records, booking and promoting shows, providing 
information to likeminded artists and curating events for outside 
parties. 
 
These claims support other research (see Appendix, Figure 2) on SMEs and 
other smaller players within the industry. This suggests that the top four benefits 
of networking among physically co-located firms are: sharing of information and 
experience; learning new information or knowledge; sharing of skills; and learning 
new skills. Others3 have argued that both collaboration and competition among 
co-located firms are common. A workforce, particularly freelance and casual staff, 
will serve a number of firms, who may in turn collaborate around some projects 
while competing vigorously for other market opportunities. 
 
This DIY culture, particularly combined with the limited size of the home market, 
leads to a variety of strategies for making music pay. Much as an actor might 
work in live performance, on a music video and as a seasonal guide at a visitor 
attraction all within the same year, so are many musicians turning to other 
markets — including public sector markets like health or education, to construct a 
sustainable career. One such DIY electronic artist based in Queensland 
describes himself as someone who has to do varied work with ease, combining 
music making with employment as an arts worker. The cross-over is of benefit, 
he claims, as:  
 
most of what I do now I have learnt through experimentation and 
informal communication with fellow artists and arts-workers. Also, my 
work involves a sense of community … I am very open about my 
work and how I produce it … I share it. 
 
Others retain the self-taught ethic, still common among creative workers, as one 
boutique guitar manufacturer says:  
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I manufactured my first guitar without training or reference to books or 
the Internet. I took woodwork in high school but apart from that had 
not worked with timber previously. I purposely avoided instruction of 
luthiering initially, because I only planned to build a single guitar, but 
later because I figured this could work out for me … and formal 
instruction would affect the ‘individuality’ of my work. 
 
This flexibility of individual cultural workers, however, can be fragile and needs to 
combine with a relatively supportive community to form an ‘enterprise subculture’, 
that can work to both promote innovation and the development of select genres 
and — at its best — to mitigate the harshest aspects of casualised, insecure 
employment. 
 
 
 3.2 Festivals and live music — Is Queensland listening? 
 
Producing talented musicians may seem like the major strategy for a successful 
industry, but without a local consumer base and a variety of music intermediaries, 
it can turn into a strategy for simply supplying national or global markets. DIY 
culture in Queensland therefore also needs to be rooted in local listening 
preferences and a culture of intermediaries.  
 
Queensland is home to several music festivals such as Livid, Big Day Out, 
Straight Out of Brisbane, Jazz and Blues Festival at Kangaroo Point, Burning 
Beats Music Festival at Nanango, Walkamin Music Festival, Wintersun, 
Woodford Folk Festival, Tableland Folk Festival at Yungaburra, Noosa Jazz 
Festival, Mackay Festival of Arts, Sunshine Fest, and Queensland Biennial 
Festival of Music. Some smaller independent bands have learnt to manufacture 
‘instant markets’ through the festival touring circuit, one producer noting, “the best 
thing to do after the studio stage is tour”, and the editor of a widely circulated 
Brisbane street press argues that the live music scene, “adds essential value. A 
young band, just starting out, starts to play shows and from there they derive a 
meagre income stream, which is usually put towards the band's first recording”. 
DIY Culture 
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Despite the growth in alternative outlets, from recreational music to community 
arts work, most young musicians remain focussed on making records. A 
Queensland based hip-hop band member claims that one way to do this is to 
take the money made at early live performances and save up for an album  — 
avoiding the legal complications that can arise when signing up with a label:  
 
… we produced an EP and with no distribution or publicity … it was 
successful. It gained airplay and we were named in Triple J’s 
upcoming bands list. We produced 200 CDs totally DIY and sold 20 at 
Rocking Horse, but we recognize that you sell most at gigs (where we 
as artists have more control). The gigs have helped us save up for 
producing an album. The EP cost $800 and we would have received 
$1000 in sales. We can do this because they are totally DIY. 
 
Other independent artists and bands discover the value of festivals as live 
venues through experiences in other states. A member of a hip-hop band was so 
taken by his festival experience in NSW that he came back and initiated the 
development of a festival for electronic music in Queensland:  
 
I went to a conference in Newcastle, This Is Not Art, which became a 
key factor in my involvement with Straight Out Of Brisbane. In 2001 I 
saw that there was nothing for emerging artists in emerging fields; 
nothing to work towards or be a part of, particularly in electronic 
music. That is why we developed this festival. The festival provides 
united marketing, is an artist showcase, puts artists under a banner, 
and is broad … it covers everything that is not mainstream. 
 
Festivals offer opportunities not just for bands but for links to other art forms as 
well. The same promoter notes:  
 
This year the festival includes independent theatre and performers. 
The focus is on contemporary art practice, which I define as 
interdisciplinary and involving technology. Artists don’t need access to 
heaps of funds to establish a recording setup. The festival is an 
attempt to create a movement that is relevant; it heavily focuses on 
emerging artists. For the festival, the word ‘independent’ represents 
DIY Culture  
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artists, bands and firms that are non-profit, independent of labels and 
corporations and large-scale operations … those attempting to be 
entrepreneurial, but on their own level. 
 
Other Queensland bands have started networking with local designers, with one 
electronic music band incorporating work from a local design firm into its artwork 
and the sleeves of its CDs, as well as T-shirts and other promotion material.  
 
Others argue that festivals are needed to cover all emerging music genres, for 
example recreational music, with its older but more affluent consumer. Given the 
relative youth of many who work in the music industry, reaching this particular 
demographic can be problematic, as one retail manager points out, “the music 
industry today is in a youth mindset, our staff have had to be trained to deal with 
these adults - baby boomers, as customers”.  
 
Above all, it is critical that an artist or a band locks onto a strategy to market their 
products, while using festivals as launch pads for establishing their name. As an 
independent band’s manager explains,  
 
The customer is really at every point … when a band plays their first 
gig, people form an opinion of them and that is where their customer 
base begins. It doesn’t matter how good the band may be, it is about 
how people like it. Marketing comes into this … Bands that don’t have 
anyone to explain this process will inevitably just play for 18 months 
and then break up because they never got anywhere. 
 
 
 3.3 Getting the message out — Marketing in DIY culture 
 
While most big bands can hire managers to take care of the above strategies, in 
the case of small and micro-businesses in Queensland the onus for marketing 
products and getting visibility on the local, national and international music scene 
lies with the artist or the band themselves.  
DIY Culture 
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A Brisbane street press editor comments that the State’s music industry is like a 
series of ‘interlinked cogs’:  
 
In addition to the live music scene, I feel that publicity adds value. I 
consider it an 'intangible' aspect of the industry but the actual 
promotion of a band’s work does add value. My own street press 
paper does not print 'advertorials' but does package ad space in such 
a way that a publicist who approaches the paper in the right way can 
influence its contents. 
 
A heavy metal band’s manager highlights how street press publicity got them into 
radio:  
 
The band needed help with publicity at this point … I knew a young 
guy in Brisbane, a 21 year old self styled publicist, who had learnt the 
business early enough. I hired him for $1000 a month. He picked up 
this EP and ran it by Costa Zouliou of JJJ. That was the beginning. 
They initially played songs from it on JJJ Brisbane and then JJJ 
Sydney. The album made it onto the charts for the Oz Music month in 
November, 2001 … I believe in this small business model for 
promoting emerging bands ’cos Led Zeppelin, Nirvana and other such 
bands were discovered by a similar process. 
 
Expanding on marketing techniques for emerging independent bands, he 
explains that ‘marketing’ can include reliance on people like the self-styled 
publicist, online polls, or a laptop with a database of publicist-type ‘street teams’ 
by state. A lot of the feedback comes from and through hardcore fans, with online 
feedback high in some cases, and incentives offered for marketing feedback such 
as of free CDs and free tickets to shows. 
 
 
 3.4 Digital DIY 
 
As we discussed in the previous chapter, the take up of digital technology has in 
many ways facilitated the growth of DIY music businesses. A producer, arranger 
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and session drummer argues that technology allows DIY bands to compete more 
effectively, saving dollars on production that can be used for experimenting with 
songs:  
 
Some bands and producers think you have to go to a studio to get a 
great sounding album. You don’t have to if you have the right gear 
and someone that knows what he or she is doing — Bachelor Girl 
and Directions in Groove (DIG) did their first albums in home studios. 
It doesn’t necessarily have to cost you a lot of money. Home studios 
permit people to record the album and find out what works and 
doesn’t work. Rather than waste money recording things in a studio 
that you can do at home, spend the money on time experimenting 
with songs. Instead of taking a week to record, take a month. 
 
In support of technology’s power to facilitate innovation in the industry, a former 
major label managing director remarks, “DIY technology and the Internet allow 
people to experience a diverse range of music at the click of a button ...”. Others 
argue that digital technology will allow consumers to be more innovative in their 
listening: “It’s a lot easier to access new and different kinds of music now than 
ever before due to the Internet. People no longer have to rely on what is being 
fed to them in mainstream channels”. 
 
Others are more conservative about the timelines, but still see this as a 
revolution. In the words of one hip-hop artist:  
 
Technology has changed artists’ ability to create music, but the 
Internet hasn’t significantly changed Queensland’s music industry 
structure … artists are still relying on traditional distribution channels 
… but over time new technology will revolutionise the music industry. 
Sales are down because the genie is out of the bottle; why pay $30 
for a CD when you can burn one at a fraction of the cost? With the 
Internet a micro payment system will come into force, or where 
consumers are willing to pay small amounts to download. The barrier 
to entry is smaller. 
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Some see use of digital as a necessary correction to the marginalisation of 
independents by larger labels and to the commercial ethos that underpins this. 
“The trouble with big labels (such as Sony and Time Warner) is that they want too 
much cash and that through production and distribution they are able to (and do) 
edge out the artist and cash in on their work. Music equals a business to these 
companies”, says one local blues artist. But for others there are limits to DIY 
culture that are creative as well as commercial. In an argument, which mirrors 
that in other creative sectors, some suggest that ‘doing it yourself’ and ‘cutting out 
the middlemen’ can actually reduce innovation, by minimising the role of the 
producer. “I feel that good producers make good bands. Producers are 
entrepreneurs … they are the Quincy Joneses of the industry … they make 
innovation happen and know how to make it happen”, says one studio owner. 
 
Others, including an electronic music bandleader, feel that with the advent of DIY 
technology, the concept of a producer is outdated: “The concept of the producer 
is no longer relevant. We have professional recording systems at home. All our 
music is created in a recorded fashion first. We are the producers”. 
 
 
 3.5 Music support agencies 
 
Given the possibilities afforded by digital and the strength of the DIY ethic, some 
might question whether there is any role for public sector involvement in the 
State’s music industry. This, of course, would be to ignore the fact that public 
policy plays a role in popular music throughout the world, whether by licensing 
and regulation (of both live music and more recently of song lyrics) or in providing 
the education that gets musicians started on the road. In this latter regard, the 
State has some clear advantages, as a local recording studio owner notes: 
“Queensland is unique in that it is the only state with music ensemble programs 
in schools. There is a wealth of musical ability that is not being tapped”. But, in 
addition, Queensland’s DIY ecology contains a number of support bodies set up 
explicitly to facilitate the State’s industry.  
DIY Culture  
 
 
 22 
 
 Queensland Music Industry Trends: Independence Day? 
According to the manager of a local independent band, when Q Music, a music 
industry support body, was initially set up, it “came from a mainstream and cover 
band perspective”. At that point, she felt it was of little value to the rest of the 
industry; but now argues that Q Music, “has definitely strengthened support for 
up-coming bands”. Others are less convinced. A marketing manager for a 
Queensland music instrument manufacturer observes certain limitations in the 
way it operates:  
 
Q Music, when it started, its whole mission was to communicate and 
help people in the contemporary music industry connect. The problem 
was that it became an arts body run by people who only knew how to 
deal with arts issues. Arts issues are different from economic 
development issues.  
 
It may be that practitioner-led bodies like Local Produce, or the retail outlets that 
sponsor music programmes, are more effective than public sector bodies in 
providing support, but our interviews did suggest that musicians see a role for the 
public sector in supporting their industry. One interviewee commended the 
mentoring programme which had aligned his independent label with the head of 
Metropolitan Groove Merchants (MGM distribution) and assisted him to become 
an incorporated entity as well as write up a business plan. Other interviewees 
argue that many smaller sized firms look to support bodies for help, particularly 
with artist management techniques and marketing. A marketing manager for a 
leading independent label states that, “management is the second most important 
infrastructure” that firms in Queensland need help with, while others argue that 
marketing skills are the key:  
 
The question is how do you get to a level where the genuine punters 
have come to see your band? To get beyond the grassroots, you 
need to address marketing — get airplay, use street press, and 
address distribution. Q Music should teach marketing on very little 
money.  
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This respondent also argued that music touring grants could be useful in enabling 
musicians to get out of the State and perform. 
 
 
 3.6 Conclusions — Working as a cluster? 
 
Creative sectors such as the music industry (so-called informational sectors) 
have traditionally developed an oligopolistic industry structure, in response to the 
high initial cost of production, combined with the low cost of reproduction and the 
‘hit-driven’ nature of the business which contains a high degree of uncertainty 
and risk. The cost pressures this produces have resulted in a polarised market of 
‘Tier One’ players,4 typically representing the big label corporations, and ‘Tier 
Two’, comprised of independent artists, bands, micro-businesses, SMEs, sole 
proprietorships, partnerships, and mid-sized firms. 
 
In this chapter, we have considered whether a DIY culture — in large part 
spurred by the crashing cost of technology and hence music production — 
combined with favourable public support and a strategy for engaging consumers, 
can allow more effective value creation for Tier Two firms or independents. 
 
The optimists argue that in terms of the capacity to adapt to changing markets, 
the independents have a distinct advantage over the big labels, being more 
aware and better suited to capturing emerging local genres of music, changing 
market supply and demand, and transforming local cultural expressions into 
market niches. They argue that — so successful has this been  — the impact of 
the independent labels and artists on the local and national music scenes is 
beginning to worry the major label businesses.  
Others, however, are more cautious; internationally networked resources and 
markets dominated by the big labels are still major competitive advantages for 
these firms, given the shortage of funds and associated problems independents 
go through to compete in the same global market. While the independents may 
have quicker learning propensities, their cash strapped budgets remain as 
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barriers to growth. An independent label owner, and manager of a Queensland 
based independent band, comments: 
 
Independent bands don’t have to use record companies. The band I 
manage didn’t use any of this and they still receive airplay on radio 
stations, do support gigs, and have been around the US. However, 
not having those things does make the job harder. 
 
Some of our respondents see that the way forward for independents is to link up 
with majors:  
 
… one of the great things about record labels is that they can best 
often progress through acquiring independents or doing deals with 
them, … Majors are now looking at the independents as being the 
feeding ground for releasing new artists,  
 
while others find the culture of larger labels off-putting:  
 
most of the big label companies are run by creative people, but as 
they became greater or bigger multinationals, there are decisions to 
start reporting to a Board and at some point [this] overshadows your 
creativity. With the big companies it’s about looking at the balance 
sheets and budgets as opposed to spending time on the music and 
ultimately that’s the reason why you’re in business 
 
— says one independent managing director who sold out to a major label.  
 
Some of these concerns cluster around IP. In the words of a rock and blues artist: 
 
big labels give artists an advance on the album and at the end of the 
day the label owns most of the intellectual property. That is what 
artists are fighting against. Artists are beginning to do their own 
recording and are consequently keeping the intellectual property. 
 
In part, these concerns reflect tensions between culture and commerce that are 
unlikely to go away. The issue from an economic development perspective is 
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whether, given the prevalence of legal, inflexible, contractual, lopsided, but 
strong, ties between Tier One and Tier Two music industry players in 
Queensland, a DIY culture is sustainable, and what the limitations to its growth 
are. We shall examine these questions in the next chapter. 
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 4. LIMITATIONS AND BARRIERS TO GROWTH 
 
 
Australia’s position in the international market is explained by a music coach for a 
Queensland band by using the following metaphor: Consider a fire hydrant and 
the mass of water it releases; that could be likened to the international music 
industry’s output. Australia is like the water someone squirts out of a syringe right 
back at the hydrant water.  
 
Others echo this, seeing the national market as essentially a ‘cottage industry’: 
 
DIY can give you leverage but at the end of the day you have to have 
a market … Most musicians can’t get 300 people to a gig and can’t 
sell 300 records, so why would anyone invest in them? About 8000 
units equal breakeven in the industry. DIY is good for making money 
per CD and if you can make $15 on each and sell 10,000 copies … 
but we don’t have the market in Australia to sell those volumes DIY. 
 
Given these odds, the industry in Queensland needs to be well-supported and 
effectively networked to stand any chance of nurturing bands that can become 
internationally successful. On this issue, our research reveals possible 
weaknesses: while Figure 1 (see Appendix) indicates a plethora of resources in 
South East Queensland, the newer data (Figure 8 and 9) on current problems 
suggests that the area might be increasingly undersupplied in terms of 
infrastructure to propel further growth. Areas like Brisbane, the Gold Coast and 
the Sunshine Coast, which house almost three-quarters of Queensland’s music 
industry firms, have reported problems relating to accessing money for 
investment, a distribution network, and appropriate sales outlets and geographic 
markets, when compared to non-South East Queensland firms. This paradox is 
confirmed by an independent musician in Brisbane who identifies the trend 
among developed bands to move to Sydney, bigger cities or other international 
hotspots in order to leverage off major labels’ resources, once they have made 
their mark locally.  
 
Even within the national market, many feel that Queensland is not pulling its 
weight. As a producer and session drummer says, “Queensland is way behind as 
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a hub even though we are putting out good bands. Queensland is nowhere near 
as competent at sustaining artists as Melbourne and Sydney. If they get a start in 
Brisbane they will move”. 
 
Having noted this, even a relatively small market can be profitable — if firms can 
achieve decent margins for what are recognised as high quality goods. The ex-
manager of Brisbane’s largest music instrument store says: 
 
We need to get our products to the value and quality of what is out 
there … even if we have a boutique industry that reinvests in the local 
industry … In Sweden the studios produce great results and are 
dedicated professionals … they share resources among the 20 
independently owned studios in the country to improve their quality. 
Their government has figured out a way to connect to the industry. 
 
While, according to Lorenzen and Frederikesen,5 there have been precedents for 
new independents in Denmark to be successful in exporting their products with 
no help from the Danish majors, many commentators see links between the 
independents and the majors as the only way to overcome the issues of 
geographic isolation and small home markets. A marketing manager for a 
Queensland based record company observes: 
 
Artists can do most of it themselves, but it is about investment. If an 
artist produces a record and gets a distributor to place it in shops, the 
shops would say “how do we get people in the shop to buy it” … Most 
international artists will still spend $200,000 recording and $300,000 
marketing. Marketing/publicity, the machinery, takes money — it’s 
how a London artist can sell out after becoming known only three 
months earlier. 
 
An emerging theme in this area is the need for a band to have had significant 
exposure and be ‘known’ in the local or national music scene, before being 
picked up by the larger music labels for export. In this respect, it should be of 
concern that our research indicates that touring and marketing are under-
invested in by small music firms in Queensland (see Appendix, Figure 4). But it 
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takes more than simply being a new independent band or act to benefit from 
major label resources and export possibilities. While resources are plentiful with 
most majors, as an academic researcher points out, “The majors are established 
and have responsibilities to shareholders — moneymaking is a core value”. This 
results in a conservative business model, “The majors are not so likely to splash 
out money. An artist has to seem to be something of a sure thing”. 
 
Increasingly, as a leading independent label owner in Brisbane notes, major 
labels are best at doing the marketing and publicity of a newly signed up act with 
a view to export, leveraging off their international distribution networks and large 
resources: 
 
… the major labels are too big to do marketing feedback and 
intelligence work of the independent label type … they just have the 
armour to act as a traditional marketing arm and do traditional 
publicity and promotion once an act has been picked up and signed 
up. In fact, I feel that the major labels prefer to be just traditional 
marketing companies. 
 
A former managing director of an independent label describes the relationship 
between major labels and independents in this regard as being similar to the 
Australian film industry structure: “I liken the relationship between the majors and 
independents to the structure of the film industry where the funding of the big 
studios adds muscle to what the small, creative production houses are doing”. 
 
What this implies is that increasing fund availability to larger recording studios 
can add to local capacity and produce better quality, commercial recordings. 
While the two may compete in many ways, there are synergies that could be 
gained to boost the local or regional economy. 
 
But, as a Queensland based independent music firm owner points out, too much 
export without reinvestment in the State can hamper the local music industry and 
economy: 
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Queensland needs to stop losing artists to other (e.g., American) 
companies where the profits get sucked back over there … the funds 
don’t stay here for reinvestment. There is no recycling of the 
investment in Queensland — Mushroom Records invested in 52 
artists at one time and that is why products like Kylie Minogue and 
Crowded House exist … but where do the profits go? 
 
The amount and quality of music imported, largely from North America, means 
that it is difficult for an emerging or independent artist — unless extraordinarily 
talented — to compete in established genres. Thus, some argue that the only 
way forward is to develop genres that are totally new to the international market 
and promote these globally.  
 
Several key respondents stressed the need for aggressive national and 
international marketing of Queensland’s local produce. A partner in a Queensland 
independent label states: 
 
Queensland suffers from what I call the ‘poor cousin syndrome’. 
We’re north, and everyone else is down south, and from there many, 
in my opinion, consider Queensland a ‘cultural backwater’. Local 
consumers don’t constitute a large enough marketplace to profitably 
release records … to succeed, my label has had to push our wares 
down south. This has seen my label’s artists tour regularly and 
promote themselves to the southern states. 
 
But brand development, marketing and the boosting of sales of a local artist, 
even by a big label, is of no major economic benefit to Queensland’s economy if 
the State loses the rights on income through intellectual property (IP) on the artist 
or his or her production. As a lead marketing manager for a music firm points out: 
 
In 1994 — Australian contemporary music industry was the third 
largest producer of repertoire. Then Canada got smart. That was 
when INXS and Men at Work were going strong but we gave away 
our creative edge. We lose the artist and all the IP with it. The 
Australian music industry represents $1.47 billion a year to the 
national economy (maybe $2 billion now) — everything collectively — 
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but how much stays in Australia? The owners of the four major 
companies are overseas. 
 
Enabling bands to retain more of their IP means investing in them early on to 
ensure that the deals they sign enable them to retain some IP control. 
Respondents highlighted the importance of the need to protect IP, with one 
arguing for the Queensland Government to assist through the funding the ‘right 
kind’ of publishers who will protect artists’ IP: 
 
The publisher is key [and] sits around the song writers. They keep the 
creative people alive. There are none in Queensland and are a major 
missing link. Queensland needs a publisher that won’t take the IP 
royalty streams away but will keep them here and reinvest them, then 
you have a new creative industry. 
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 5. POLICY IMPLICATIONS AND CONCLUSIONS 
 
 
A key point made by Porter6 is the argument that the role for governments in a 
knowledge economy is a departure from the old industry policy of picking winners 
and developing trade restrictions. Various other authors in both the UK7 and 
Australia advocate this re-emphasis on providing inputs (such as skilled labour, 
supportive networks and so on) to clusters. In this chapter, we will look briefly at 
what sort of support the industry would like to see. 
 
Preliminary research prior to this report has suggested that Queensland’s 
strengths include the presence of highly talented individuals, high levels of 
innovation, strong government support for the sector, competitive prices for 
creative outputs, and a culture which values diversity and enthusiasm.8  
 
However, as we discussed in the last chapter, there are weaknesses in the 
current industry, which include lack of marketing know-how and presence, the 
need to adapt to new technology, and the relative lack of market information 
among bands and small labels. Failure to address these issues can lead to 
wastage. Our research has indicated that most artists and bands that do not get 
assistance look towards alternative careers in mainstream professions and 
businesses. This is a common pattern in creative industries; there is a dramatic 
fall off in employment after the age of 359 and this comes at the cost of significant 
job insecurity for individuals and possible consequences for the sustainability of 
the sector. 
 
Queensland Government policy makers may face challenges in their attempt to 
facilitate growth within the State’s music industry, not least the suspicion of some 
in the sector that any public support will be too risk-averse for the music 
business. Indeed, given the anti-establishment attitude of musicians as a group, 
NGOs have been proposed as alternative liaisons between policy makers and the 
SME based industry players. But while views on specific interventions differ, 
there is support among respondents for a package of measures to address some 
of the issues raised in the last chapter.  
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 5.1 Artists or institutions? 
 
To use an ecological metaphor, there was debate among respondents as to 
whether support was best directed at the habitat, the species, or at individual 
members of the species. The owner of a Brisbane based independent label 
argues that policy makers need to focus on funding the artists rather than support 
bodies or other facilitative mechanisms, while others feel this is a mistake, as 
“Artists don’t manage their money well. They squander it”. 
 
Supporting music industry intermediaries, such as band managers, recording 
studios and independent labels, may be a more appropriate way to channel 
public support — though  accountability for such funds is always likely to be 
problematic in an industry with the informal business methods characteristic of 
music businesses. A more proven strategy is one aimed at facilitating 
interactions, supporting networks and information sharing, funding shared 
resources such as studio space, and helping get the message out via 
showcasing and marketing events. Distribution issues, both the possibilities of 
digital distribution and the issues of retail distribution, were also raised by 
respondents. 
 
The editor of a Brisbane based street paper argues that the State’s government 
tends to polarise the industry into ‘major labels’ and ‘hobbyists’, whereas this 
research has established the vital role played by intermediaries, many of whom 
are not registered as companies or organisations, in part because of the informal 
business model that pervades the industry. He implores the Government to 
engage the sphere of independent music that exists between the two ends of the 
spectrum, in other words, to recognise the role played by ‘lifestyle’ businesses — 
non-profits, informal networks, social enterprises and hobbyists. The first 
challenge in this regard would be to map and find these industry players ‘on the 
ground’; to some extent, this research has managed to do this, but the process 
requires further scrutiny. 
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 5.2 Training and education 
 
Given the rapid business cycles in the industry with the introduction of new 
technologies, it is of utmost importance for Queensland’s music industry to have 
a timely grasp of local, national and overseas market information and be able to 
meet the needs of these consumers. There are clear implications for supporting 
bodies and policy makers and many of these concern the education and training 
of those in the industry. 
 
One studio owners suggests:  
 
It’s about musicians getting the right kind of knowledge and skills in 
their formative years. Make that happen. You don’t have the right kind 
of teaching mechanisms or teachers right now … Is it any surprise if 
local talent has disappeared? 
 
In common with other observers, he is less concerned about formal music 
education and more about the informal ‘know-how’ that is developed, often after 
graduation:  
 
The formal training is good. But it has to go hand in hand with 
personal training. That is the skill set I am talking about. The real 
knowledge that makes both musicians and music complete, what 
makes the final product a quality one is transferred informally, often 
through observation. 
 
This synthesis of formal techniques and skills to ‘street smart’ knowledge and 
know-how is a major issue for most creative sectors. The flexible, casualised and 
networked nature of large parts of the workforce clearly contributes to its high 
levels of creativity and dynamism, but it may also restrict the ability of sectors to 
develop strategic knowledge of future skills needs, consumer demands, market 
trends, and new technology. In this respect, it may be of concern (though not 
surprise) that our study indicates that less than half (42.3%) of Queensland 
enterprises engaged in training activities in the previous financial year (see 
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Appendix, Figure 3). The most training-centric sectors were the publicly listed 
incorporated companies like the majors, other small business (6-20 full time 
employees) and medium sized music enterprises. Little employee training takes 
place in the SMEs, sole traders and partnerships that essentially comprise the 
smaller end of the music industry spectrum. 
 
For many respondents, the need to employ non-formal learning (NFL) methods 
alongside formal education — and as early as possible — is critical. “We are 
talking alternative training and education systems that will help grow talent where 
it exists before these budding artists make it to university”, says one recording 
studio owner. Another studio owner confirms the need for more relevant 
performance skills based training: 
 
Including practical and street skills into curricula and working on 
sowing the seeds way ahead of the university level of education is 
where it all begins. Product quality will only happen if the State works 
on this … the curriculum has to change. 
 
There is clearly a need for synergies between traditional university or TAFE 
based training programs and applied skills to help artists commercialise their 
creative products. Partly, this implies a modification of current curricula in 
educational institutions, conservatoriums, music training schools and related 
organisations that teach music in Queensland. It also indicates the need for a 
number of ‘soft’ knowledge infrastructures, or learning networks that can provide 
an opportunity for continuing professional development (CPD) and for the 
dissemination of best practice. 
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 5.3 Marketing 
 
Many of the concerns expressed by our respondents relate to marketing and 
showcasing issues, and suggestions for support included SME based branding 
and marketing loan schemes, SME information centres, and a financial resource 
database for start-up operators.  
 
A marketing manager for a music store observes that Queensland has a problem 
with its focus on genres. He claims that bands in ‘alternative type’ genres do not 
get enough opportunity to make it big and believes that the music support bodies 
in the State ought to improve the supply of useful information to young 
independent artists and bands within the music clusters. He observes that this 
might also be partly because the key decision makers of support bodies have not 
drawn enough on the wealth of experience and information of older musicians in 
the State. In his words, “they are exclusive and block out everything that isn’t 
young”. It is apparent that there are opportunities in the market and industry 
currently occupied by an older demographic, for example, ‘Boardroom Blitz’ and 
the ‘Weekend Warriors’.  
 
Marketing also includes addressing the needs of small firms for improved market 
information and awareness — best addressed via informal networks and 
increased collaborative learning practices, particularly among the SMEs.  
 
 
 5.4 Distribution 
 
Various analysts10 indicate that access to efficient distribution mechanisms is a 
key method to overcome the geographical isolation of producers from markets. 
The quantitative research thus far indicates that a majority of the micro-
businesses in Queensland’s industry acknowledge this as one of their current top 
problems. 
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Our research indicates the presence of a two level tiering in the State’s music 
industry; with the big labels occupying Tier One and the independents and other 
smaller music enterprises occupying the second tier. It also suggests that the 
more successful or latter-career bands can increasingly depend upon Tier One 
firms’ distribution and marketing mechanisms — but only after they have broken 
ground. For less established bands, some respondents argue there is a role for a 
publicly-supported distribution network 
 
A producer and session drummer based in Queensland argues that the State is 
geographically isolated in the independent music distribution network because of 
the lack of hubs and distributors, and suggests a move to make Brisbane a more 
active independent music distribution hub to help build competitive advantage at 
a local and national level. A hip-hop musician agrees, “The major markets for 
independent artists are overseas. This is why there are arguments for a 
Government funded distributor who would be prepared to take a risk on 
independent artists”.  
 
 
 5.5 Technology 
 
Although this report has pointed to the opportunities that digital technology has 
made available for Queensland musicians, it also suggests that enterprises need 
to use new recording formats to break into international markets more efficiently. 
Research indicates that the Government has a role in preparing the migration of 
the music industry from erstwhile vinyl and CD based formats to newer CD/DVD 
and other digital/Internet friendly formats. 
 
In addition, data highlights the increasing role of technology, including computers, 
online distribution and marketing mechanisms and equipment, as a critical 
resource to garner competitive advantage, while the Queensland Creative 
Industries Strategy12 suggests the setting up of a digital distribution network open 
to all Queensland music businesses to help them allow an expansion of sales 
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overseas. As suggested in the Strategy, the setting up of a working group is a 
useful starting point and it will be valuable for the group to survey regional 
telecommunication companies, software and systems firms, and broadband 
experts to procure information and services to determine options for broadband 
to fund the network.  
 
 
 5.6 Conclusions 
 
This report started with a question: Is it a great time to be an independent? There 
is clearly a lot of optimism and energy among the independent musicians and 
small firms whose stories we have told here. Many argue that they are closer to 
the market and better able to anticipate changes than the major labels, and that 
digital technology offers them advantages, particularly in terms of costs, while 
they are less concerned about the issues of piracy and digital distribution than the 
majors. Their response to flux and uncertainty has been to evolve a culture that 
stresses ‘doing it yourself’, while nonetheless drawing on a range of support — 
both from the public sector and from the rest of the industry. Interactions between 
firms, freelancers and individual musicians are dense and in this sense there is 
clearly a cluster operating in the State’s music industry. The report also suggests 
that links are being made between these Tier Two firms and larger Tier One 
operators.  
 
But some of our respondents were more cautious. They are concerned that the 
education and training of music workers does not equip them with the right sort of 
business skills to market themselves effectively. While a DIY culture can support 
a range of multi-taskers — making a living by taking on a variety of roles — it 
may be less successful in producing ‘stars’, where focus, and the time and space 
to focus, may be deemed necessary. 
 
. 
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 APPENDIX 
 
 
All figures in the Appendix have been sourced from Cox, S., Ninan, A., Hearn, G., 
Roodhouse, S., &Cunningham, S. (2004). Queensland Music Industry Basics: 
People, Businesses and Markets. Brisbane: CIRAC, Queensland University of 
Technology, Gardens Point. 
 
 
 
 
 
Figure 1: Location from which the main business operates 
(Source: CIRAC, QUT) 
Appendix 
 
 
39 
 © 2004 Creative Industries Research and Applications Centre, QUT 
 
 
 
 
 
 
Figure 2: Benefits of colocation experienced by music businesses 
(Source: CIRAC, QUT) 
Appendix  
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Figure 3: Music businesses that trained their staff 
(Source: CIRAC, QUT) 
Appendix 
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Figure 4: Music businesses’ investment area 
(Source: CIRAC, QUT) 
Appendix  
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Figure 5: Wholesale unit sales statistics for Australian music 
(Source: ARIA; PricewaterhouseCoppers report, 2003) 
Appendix 
 
 
43 
 © 2004 Creative Industries Research and Applications Centre, QUT 
 
 
 
 
 
 
Figure 6: Investment pattern data 
(Source: CIRAC, QUT) 
 
Appendix  
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Figure 7: Current problems 
(Source: CIRAC, QUT) 
Appendix 
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Figure 8: Current problems: S.E.Q. vs. Non-S.E.Q 
(Source: CIRAC, QUT) 
 
 
 
 
 
Figure 9: Current problems: S.E.Q. vs. Non-S.E.Q 
 (Source: CIRAC, QUT) 
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 ACKNOWLEDGEMENTS — LIST OF INTERVIEWEES 
 
 
The interviewees include Queensland music industry members who are 
representative of, but are not limited by the following categories. To them we 
extend our thanks: 
■ An academic researcher who specializes in Queensland’s music industry 
■ A leading Brisbane based newspaper’s music and theatre reviewer 
■ Artist managers 
■ Bands playing original music based on samples 
■ Boutique guitar manufacturers 
■ Co-proprietors and owner-dispatch operators of independent music labels 
■ Editor of a widely circulated Brisbane street press 
■ Electronic music artists and producers 
■ Hip-hop bands 
■ Independent band managers 
■ Independent music label owners 
■ Major label funded independent label companies 
■ Major Queensland based recording studio owners 
■ Marketing firms for independent music 
■ Members of the Electronic Artists Society 
■ Members of various Queensland based independent music bands 
■ Independent Office of Youth Affairs workers 
■ One of Australia’s biggest independent music distributors 
■ Queensland based sales representatives 
■ Songwriters 
■ Web programmers 
 
While some respondents held a few of the above offices simultaneously or 
sequentially, there were others who were solely one or the other. Care has been 
taken to keep the sample as complete as possible to best represent 
Queensland’s music industry. 
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Creative Industries Research and Applications Centre (CIRAC), the research and 
applications component of the Creative Industries Faculty at the Queensland 
University of Technology (QUT), was launched in 2001 to contribute to the 
research and applications needs of the creative industries locally, at a state level 
and internationally. 
 
CIRAC aims to: 
■ Map the growth and dynamics of the sector to show the extent and value of 
the creative industries in Australia and overseas; 
■ Assist in the growth and diversification of creative applications in the new 
information economy, providing know-how and facilities to partners from 
government to micro-business 
■ Produce both creative intellectual property for commercialisation, and cutting-
edge industry orientated research 
■ Contribute to the ongoing development of the newly opened creative 
industries precinct at Kelvin Grove and working with co-located partners  
 
CIRAC Research Reports is a series of occasional reports showcasing research 
undertaken in the Creative Industries Research and Applications Centre. 
 
Previous CIRAC Reports are available in hard copy from CIRAC (Tel: 07 - 3864 
3716) and a number of selected titles are also available online at: 
http://www.creativeindustries.qut.com/research/cirac/reading.jsp 
 
Selected Titles Include: 
■ Music Industry Development and Brisbane's Future as a Creative City 
■ From Ceremony to CD-ROM : Indigenous Creative Industries in Brisbane 
■ Smart State All Over: Opportunities for Broadcasting and Content Creation 
Enterprise in Regional Queensland 
■ Brisbane's Creative Industries 2003 
 
In collaboration with the Australian Key Centre for Cultural and Media Policy and 
the Australian Film Commission, CIRAC has also sponsored the Screen Industry, 
Culture and Policy Research Series.  The following titles are available for purchase 
in hard copy from publishing@afc.gov.au. and are also available to download 
online at:  http://www.afc.gov.au/profile/pubs/policy_res.aspx 
 
■ Broadband Media in Australia: Tales from the Frontier, Marion Jacka, 2001. 
■ Broadcast in Colour: Cultural Diversity and Television Programming in Four 
Countries, Harvey May, 2002. 
■ Cinema Cities, Media Cities: The Contemporary International Studio Complex, 
Ben Goldsmith and Tom O'Regan, 2003. 
■ America's Pie - Culture and Trade after 9/11, Jock Given, 2003. 
■ The Internationalisation of Australian Film and Television Through the 
1990s, Sean Maher, 2004. 
 
 
